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In this paper I will reflect on how my pencil tracing drawings of second-hand furniture
parts inspire to investigate the newly created form connections in these drawings. The
reflections are based on the tacit knowledge that was established during the long
process of developing a specific drawing method. I will elaborate on my explorations
of the qualities of the forms of these objects, the compositions I make with the pencil
tracings, the texture of the drawings, the specific size of the drawings and the
referential qualities of the forms in the drawings. The drawing method is all about a
succession of acts. I apply pencil tracing, hatching, cutting, painting and folding acts.
Through association I want to look deeper into the drawing method and more specific
into the inherent level of abstraction. I will reflect on the sculptural quality of the 2dimensional drawing and elaborate on how the scale 1/1 aspect of the drawings and
the connecting of the forms through tracings generate imagination of and associations
with three-dimensional space. I ask myself the question how the drawing method can
bring me further in the creation of new spatial entities (on the a imagined level, and
on a three dimensional level) and how eventually these drawings relate back to
design?
drawing act; reflection, connecting form; abstraction, space.

1

Introduction

In this paper I will give a reflective account of how I developed a method of drawing over the past
few years as part of my artistic practice. It’s a method that is based on the act of tracing second hand
furniture parts with a pencil and where I then start a creative process by adding other drawing acts.
The reflective nature of this account is about looking deeper into the formal mechanisms of these
different drawing acts, and about what I’m looking for through drawing in this way. Through
reflection on this method I look for a new understanding of the phenomenon produced by the
generative quality of the drawing method.
The practitioner allows himself to experience surprise, puzzlement, or confusion in a
situation which he finds uncertain or unique. He reflects on the phenomenon before him,
and on the prior understandings which have been implicit in his behaviour. He carries
This work is licensed under a Creative Commons Attribution-NonCommercial-Share Alike
4.0 International License.
https://creativecommons.org/licenses/by-nc-sa/4.0/

out an experiment which serves to generate both a new understanding of the
phenomenon and a change in the situation. (D. Schön, The Reflective Practitioner: How
Professionals Think in Action, New York, Basic Books, 1983)
The red line through the paper is about a particular quality of the tracing drawings that has to do
with the connecting of forms that appear in the tracing process. I will investigate the character of the
qualities of these connections. Next to that I look into how to connect the drawing method to space.
During the process of elaborating on the drawing method the importance of abstraction will also be
underlined. Here the role of the imagination of different notions of space is examined. In addition to
my work with drawings, my fascination with furniture parts has led me to make videos and
installations, based on the question of how to give these two-dimensional furniture parts a new
spatial quality, and how we can understand the forms, materiality and sizes of these ordinary
objects.

2

Compositions with furniture parts

In 2009 I was invited to participate in an art project called Kunst en Zwalm. In the courtyard of a
mansion house I showed a collection of parts of second-hand furniture and old mirrors (figure 1).
The installation was called Collection. On a wooden platform, I installed marble, glass and different
styles of mirror in a clear composition. The size of the platform corresponded to the size of a small
(living) room. The fragments of the furniture were put together in a composition to create an overall
reflective surface. I’m fascinated by these ordinary objects because they are remains of middle-class
chic; they carry some kind of middle-class memory with them. I am particularly interested in the
form and in the materiality of these objects when using them in compositions. This installation has
been (and still is) a source of inspiration for me on a range of projects where the specific formal
qualities of the furniture parts are used to make drawings and sculptures.

Figure 1 Collection, Kunst & Zwalm, Zwalm, Belgium, 2009.
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2.1

Placing and re-placing

The composition of the installation Collection was achieved following a process of carefully looking
for interesting positions by placing and re-placing the objects. It was a search for clear relationships
between form and matter. I experienced the placing and re-placing of the objects as interesting
acts. Handling these heavy but also fragile objects on the wooden platform felt like performing a
choreography and composing a sculptural installation at the same time. I investigated this
performing and composing act again in my studio by having a camera take a picture every 30
seconds while I placed and re-placed furniture parts, in the search for challenging compositions. I
made a stop motion film of it, where the static quality of the composition is a nice counterpart to
the spatial and physical handlings. My figure negotiates the composition through the handling of
the objects (figure 2).

Figure 2 Placing – Re-placing, stop motion, 3’, 2010.
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To be able to remember the position of some of the objects, I started to trace them with a pencil.
Very quickly, I began to appreciate the formal qualities of these line drawings (figure 3). I
investigated the forms of the furniture objects in relation to the forms of the tracings of those
objects. I was particularly interested in the transparency of some of the glass objects, where the
curves of the forms are more visible. The glass objects established a nice dialogue between each
other and in relation to the lines of the tracings, revealing new information about their forms.

Figure 3 Placing – Replacing with Tracings, stop motion, 3’, 2010.

3

Exploring qualities of the tracings

I extensively explored the qualities of the tracings of the furniture parts by making multiple series of
drawings. In the first series, I looked into the quality of the traced pencil lines. I reflect on the
thickness and the hardness of the lines and their quality of tension. I also investigated the way the
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lines interact with each other when different tracings overlap. I made complex, dynamic and optical
line drawings. Given the size of the furniture parts, I decided to use big drawing paper, to make the
spatial impact of the flowing lines as strong as possible (figure 4).

Figure 4 Try-outs for tracing project, 2009.

Coincidence plays a part when making the drawings, because I hardly have an idea of what the
formal result will be when I’m tracing the objects. When the furniture part is traced and removed,
the traced form shows itself, and the impact on other tracings becomes visible (Figure 5). The
drawings are made horizontally. When they are hung vertically on the wall one can take more
distance whereby the overall composition is more visible. In some cases, traces of dirt and old paint
from the furniture parts is present.
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3.1

Referential forms

In the tracing drawings one can recognize the origin of the forms; one can recognize the mirrors and
furniture parts through the sizes of the forms and the specific curve of the lines. But the flowing lines
interact with each other when they overlap; they seem to be connected and to create new forms. In
some drawings, the overlap creates excessive fragmentation. Most of the forms that are created by
the (overlapping) tracings are symmetrical and consist of tight, curved lines. The abstracted forms
can elicit associations with things other than furniture parts and mirrors, such as a top view of an
imaginative car (figure 5).

Figure 5 Tracing Form, pencil on paper, 110 cm x 150 cm, 2011.

4
4.1

The sculptural in the tracing drawings
Exploring qualities of form

In the past, I made sculptures consisting of boxed-in objects where only a fragment was still visible
through a customised hole (figure 7). In the same spirit of boxing-in, I started to cover up part of old
mirrors and furniture parts with white glossy lacquer (figure 6).
The white lacquer highlights the curves of the sheets and the unlacquered parts give identity to the
minimal forms. As with the boxing-in of a lampshade, here too I had to look for a challenging balance
between the covered (hidden) and uncovered (visible) part of the object. But differently to boxing-
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in, in this case the lacquer transformed the material appearance of the furniture parts. They are
partly dematerialised forms. The strength, weight, colour and fragility of the objects is difficult to
grasp. As with the tracing drawings, it is a search for the pure formal qualities of the ordinary
objects. Through the abstraction, the typology of the objects surfaces, and at the same time a
designerly aspect speaks through it.

Figure 6 Reflective Shapes, lacquer on marble and glass, 2008.
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Figure 7 Boxed Hanging Lamp, mixed-media, 29cm x 31cm x h 42cm, 2013.

4.2

Tracing form and tracing space

When I’m boxing in an object, I’m somehow tracing the spatiality of that object. It’s as if I’m scanning
the object by means of the box. With the work Boxed Hanging lamp (figure 7), for example, before
making the box in wood, I investigated how much of the object’s form should stick out of the box,
such as to enable a new reading and understanding of that object. I wanted to accentuate a fragile
and sensual quality of the ordinary glass hanging lamp. Like a scanner, I pass along the object with
the cardboard until I can see something new is happening in between the visible fragment, the
materiality and the opening in the box (figure 8).

Figure 8 Try out for Boxed Hanging Lamp, 2012.
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4.3

Some references from the field of sculpture

The scale 1/1 that is present in all my tracing drawings, originates from my long-lasting interest in
the concept that British artist Rachel Whiteread (1963) uses in the making of her sculptures. She
casts the negative space of big objects like the sculpture House, 1993 (figure 9) or small objects like
the underspace of a chair. All her sculptures take on the size of the negative space of the object that
is casted. In a similar way the objects I use determine not only the form but also the size of the
drawings (and of the objects and the installations) that I make. The tracing drawings are therefor
always made on a scale 1/1.

Figure 9 House, Rachel Whiteread, 1993. (photo credits: Sue Omerod)

On the other hand, the variation of form and size of the fragments of secondhand furniture allow for
a strong compositional element in my drawings. The work of another British artist namely Tony
Cragg (1949) is a reference in that respect. In the early years of his career he used quiet often
fragments of everyday and ordinary objects in a process of carefully constructed composition on the
ground. He creates a specific momentum of order and stillness with objects that can be considered
as waste (figure 10).
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Figure 10 Spirale, Tony Cragg, 1983, courtesy collection/M HKA, Antwerp. (photo credits Heirman Grapics)

4.4

Exploring sculptural qualities

Sculptural qualities can be identified in the line drawings. The different, overlapping, thick lines and
curved forms seem to have a spatial impact on the white paper. This inspired me to add matter to
the tracing drawings to make the forms and the sculpturality of the forms more explicit. I looked
back at the sculpture Plastered Chair I made some years ago (figure 11).
I smeared three to four thin layers of plaster on an ordinary chair, except for part of the back. I
applied the plaster with my hand just before it hardened. This process resulted in an even structure
on the fabric like a fragile shell. The chair lost its function; the porous plaster accentuated the forms
and made it into a sculpture. In the same spirit I started to colour in the forms of the tracing
drawings with a thick orange-brown colouring pencil. I hatched different layers of the same tone
until a smooth and equal surface of ‘coloured matter’ was created (figure 12, 13). The carefully
applied shading resulted in a slightly transparent, skin-like structure. As with the plastered chair, the
traces of the physical act are not too accentuated.
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Figure 11 Plastered Chair, 1996.

Figure 12 Fragment of Tracing Drawing, 2009.
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Figure 13 Fragment of Tracing Drawing, 2009

The hatching is intensive. There are different tonalities that are intensified by the thick grain of the
paper. Filling in forms in the drawing accentuates their concave and convex characters. In some
drawings, the hatching establishes new formal relationships with all sorts of connotations. The forms
remind us of enlarged terracotta objects (figure 14).
In addition to the colouring pencils, I started to use a beige, water-based lacquer to paint over some
of the hatchings. It’s a light and warm background tone that gives a new value to the objects and
other colours (figure 15). As a result of applying the lacquer to the drawings, painterly aspects were
introduced in the drawing method. It is a satin lacquer, slightly transparent. It leaves a haze of the
underlying orange-brown colour. The water-based lacquer makes the drawing paper shrink slightly,
causing the drawings to come away from the wall slightly. The skin-like quality then becomes even
more present. The combined lacquered forms look like a stiff monumental dress.
In this respect there is a reference to the sculptural work of the Austrian artist Franz West (19472012), and more specific in the way he treats the surfaces of his sculptures. He applies fabric,
plaster, resin and paint on volumes as if he is pulling a skin around an object, and by doing so
introduces a bodily dimension on abstract form.
https://www.muhka.be/nl/collections/artworks/u/item/12044-untitled--188
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Figure 14 Tracing Form and Tracing Space, pencil on paper, 110cm x 150cm, 2012.
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Figure 15 Tracing Form and Tracing Space, lacquer and pencil on paper, 110cm x 150cm, 2012.
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4.5

Sculptural acts

Through of the interactions of the different acts, I learned something new with each tracing drawing.
I investigated intensively the quality of the tracing lines and the formal outcome of the interaction
with forms and lines. The result of every act generates new insight and provides inspiration for
future acts. It’s a process where the ‘good drawings’ possess an interesting interplay between line,
form, matter and the idea of a mental space that I project onto the drawings.
It was my intention to explore ways of manifesting myself spatially with parts and fragments of
ordinary objects. The drawing method helped me in doing so, but at a certain moment I started to
question the role of the drawing paper, and I also questioned the complexity of the drawing itself. I
could see that in some of the good drawings, the large format of the paper played an important
role, as did the simplicity of the tracings
In the drawings of the German-Belgian artist Bernd Lohaus (1940-2010),1 I noticed that he made his
drawings as if making sculpture. The act of drawing a line, sticking paper or writing or carving a word
in wood or concrete is of the same nature. In the momentum of a timespan. In the monumental
sculpture Ich/Du (figure 17) it is the visitor who also executes an act by walking around the sculpture
to read a word on either side of the sculpture. Both in the drawings and in the sculpture, there is an
act on the material with hardly any compositional strategy.
This understanding made me reconsider my approach to drawing. Rather than focusing on
composition, I focused on the sculptural acts. And I asked myself, ‘If the drawing is the sculpture,
what then could be its special context?’

Figure 16, ICH – DU, Bernd Lohaus , 1979, permanent sculpture in the SMAK, since 1999, Ghent, B.

5

On connecting form

In almost all the tracing drawings I made with the furniture parts, lines and forms overlap, creating
internal interactions. In the overlapping parts, new connections are made with new referential form
connotations. The tracings, hatchings, lacquerings and cuttings allow me to make new formal
1M

KHA Ensembles, ‘Bernd Lohaus’, http://ensembles.mhka.be/actors/bernd-lohaus?lang=en, (accessed 06/03/2018).
http://smak.be/nl/kunstwerk/7439, (accessed 06/03/2018).
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unities. In the process of establishing the drawing method, I identified the connecting of form as a
recurring and interesting aspect of the tracing act. I started to use it as subject matter.
In the overlapping tracings, I imagine on the one hand connections of architectural spaces and
rooms and on the other circuits in mental spatial structures. The rooms of my studio serve as a
spatial reference. In these drawings, the line is given a new meaning. In contrast with the hard and
curved tracing lines, I add thin lines (made with a ruler) through the drawing. With these lines, I seek
to define the mental space that I project onto the drawings. They are openings (cracks) in the
materiality of the drawing itself, from where the underlying colour of the pencil is visible (figure 16).

Figure 17 Untitled, lacquer and pencil in paper, 54cm x 71cm, 2017.

3.1 Connecting units
In examining how I can connect the tracing drawings to three-dimensional space, I have explored the
formal impact created when the tracings possess spatial qualities. I have noticed that the connecting

1518

of spatial entities is a recurring subject in my work. I made several videos, installations and
sculptures in which I work with the specific spatial conditions of the three rooms of my studio. For
example, in the work My Double Studio Room (figure 18). It is a sculptural model of two of the rooms
in my studio that are connected with each other by a grid that traces the space of the rooms. In this
work, the two rooms are presented as a unity.

Figure 18 My Double Studio Room, cardboard, wood, lacquer, 35cm x 34cm x 98cm, 2009-2013.

The connecting and merging of entities is also visible in the different children’s pavilions that I have
designed. As, for example, in the pavilions Double Unit(s) (figure 19). It’s as if the units are stacked
(upside-down) two by two. They are, however, made out of single sheets of wood painted in one or
two colours. The visual play of the stacked and connected boxes creates a unity that looks like a play
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tower, with sculptural and architectural qualities. In both examples the connecting of entities results
in an abstraction of the spatiality.

Figure 19 Double Unit(s), painted wood, 150 cm x 150 cm x 250 cm, 2009.

5.1

How to connect the drawing method to space

I investigated how to connect the tracing drawings to space, or, in other words, how I could make an
interaction with the forms that occur in the tracing drawings and with space. I knew that the step up
to space had to be made through a sculptural act. When I asked myself which space to connect the
tracing drawings to, I considered my studio space as the obvious choice. The following text is an
account of how I set up and realised a project in which I looked for a spatial interaction between a
tracing drawing and my studio space.
Connecting Form and Space investigates the spatial possibilities of a particular drawing method. It
seeks to emphasise the relationship between absence and presence, and aims to focus on the
tactile and formal qualities of materials and objects. The drawing method under examination
consists of a series of physical interventions. Fragments of old mirror and glass from second-hand
table tops – often large, heavy and fragile – were carefully placed on drawing paper and
subsequently traced with a pencil. The overlapping of the tracings resulted in new formal relations,
but it was not always possible to anticipate what the impact of the new form would be on the
previous tracings (figure 20).
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Figure 20 Connecting Form and Space, (setting for studio project) 2013.

A research project was set up in which a ten-metre-long drawing of partly overlapping tracings was
used to connect to the space of my studio. It was laid out on worktables across the three rooms of
my studio on a structure of hardboard sheets. When the mirrors and glass tabletops were placed on
drawing paper, they sometimes left marks and traces of dirt on the paper. In certain areas, the
sharpness of the edges of the objects determined the quality of the pencil line.
A reference to the scale of the human body, which is present by design in the mirrors, can be
recognized in the proportions of the tracings. In an attempt to connect the drawing to the space, a
couple of mirrors were again positioned on the tracings and partly traced with a cutter. When
cutting out forms from the drawing, the hardboard appeared through the paper. When cutting
further across the hardboard, hints of the surfaces of the supporting worktables became visible
along with glimpses of the studio floor. The connection to space occurred through the formal
qualities of the drawing itself. The holes functioned as frames, in the sense that there was a
graphical quality in the perception of these fragments. The fragmented view articulated the
materiality and the forms under the table. A selection of tables, objects and sculptures present in my
studio was used to compose the views of the different holes in the drawing, with the intention of
accentuating the essences of their spatial and material qualities. In collaboration with the
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photographer Kristien Daem a series of photos was made looking down at the tabletop (figure 21).
These photos were used in a publication.
http://www.merpaperkunsthalle.org/projects/view/1117?catId=7

Figure 21 On Connecting Form and Space, (project presentation) Faculty of Architecture KU Leuven, 2014.

5.2

On connecting form and space

Once again, I used the big tracing drawing (and the underlying boards) but now as a display structure
to communicate on some experiments and tryouts on connecting form and space.
I considered other possible support structures for the tracings, as well as other ways of tracing. I
used permanent markers and an etching needle to trace forms on plexiglass (figure 22). I made some
simple constructions with the plexiglass to investigate the spatial impact of the lines. The
transparency of the plexiglass reduced the lines to elegant, spatial marks. Their forms interacted
with the space as if it were a three-dimensional drawing.
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Figure 22 On Connecting Form and Space, (project presentation) Faculty of Architecture KU Leuven, 2014.

I explored the three-dimensional and sculptural possibilities of the tracing drawings, where the
(overlapping) forms of the tracings are materialized into sculptural installations (figure 23). The
pencil tracings have become engravings into a painted plywood panel, and it’s as if I can now ‘fold’
the drawing by means of the plywood. The holes in the panel now connect to the space up, under
and around the trestle table. I can stick works under the tabletop and on top the table as to
accentuate the notion of the imagined landscape.
The pencil tracings are then an in-between stage in the process of making installations. They allow
me to see the ordinary objects on an abstracted and formal level. They inspire. The transformative
process into three dimensions is about investigating new spatiality, new forms, materials and
functions. In these new spatial constellations, the sizes and forms of the ordinary objects are still
present as an echo.
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Figure 23 Dealing With Ordinary Form, (installation fragment) Netwerk, centre for contemporary art, Aalst, B, 2015.

I made some plaster forms in a similar way to how I made the tracing drawings (figure 24). This time,
however, I placed some mirrors on a bed of clay and traced the forms by cutting though the layer of
clay with a wooden stick. I created a void by carving clay away, and then poured plaster into it. The
plaster tiles are, in a way, drawings in three dimensions and could be interpreted as materialized
voids. When placed on the tracing drawings again, these forms bear a direct visual relation to the
type of forms on the paper. They interact with the line, but also with the spatiality of the cut-out
forms. When different forms are stacked on top of each other, there is a new spatial and sculptural
reading due to the curved forms and the shadows on the white plaster that in a way recall
architectural forms.

Figure 24 On Connecting Form and Space, (project presentation) Faculty of Architecture KU Leuven, 2014.

Together with an artist-friend Koenraad Dedobbeleer (1974). I designed a set of stools and a small
table based on the form connections that occur in the drawing process (figure 25). The forms are
made of laminated wood and the feed are made of steel tubing. The roundness and the size of the
forms invite for particular spatial use and handling in relation to walls and the body. The particularity
of the fragmented mirror forms add a playfulness to the functionality of the objects.
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Figure 25 Two Stools and a Table, laminated wood and lacquered steel, 2013.

6
6.1

Imagining space
Frames

The drawings arise from pencil tracings of old mirrors and glass and marble leftovers from secondhand furniture. The cabinets on which the marble and glass were lying have disappeared. When
tracings are made from the marble and glass tops, only the shape and the size of these flat objects
refer as a distant echo to the original furniture. But the shapes of the tracings contain a specific
typology, and in the size of the tracings one recognizes the human scale and the previous function.
The tracings still contain a level of reference to the original object, but generally they seem abstract
and therefor trigger the imagination. The tracings are like the frame of a white canvas, where by
means of a drawing method new space, aesthetics and materialities can be imagined, not as a
nostalgic approach but rather as a search for new understanding and reading of the spatial quality of
the tracings.
In this respect the reflections of T. Lagrange (2015) on indistinctness in reference to the Carceri
etchings of Batista Pisanesi somehow approach the type of spatial imagination I look for:
What emerges in front of our eyes can be referred to as indistinctness, but it is an
indistinctness that is framed within a well-established, familiar structure: the structure
of an architectural theory. Moreover, the indistinctness appears in images that are very
well designed, balanced, constructed by architectural minds. Thus the indistinctness is
situated in a perfectly conceivable mental framework. Looking at this image and
interpreting its graphic elements, viewers can smoothly enter the newly constructed
space. Once in there, they are confronted with indistinctness generated by an intriguing
use of space and image as alternative forms of communication. This indistinctness
functions as a laguna, a void that can fill up with thoughts and ideas… or be used as a
refuge from controlled systems of functioning and communicating and as such it is of
vital importance, as it allows these prints to become stimulators and generators of new
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insight. (Lagrange, T, Look Space! A Story of Analogous Spaces. Grafische Cel, LUCA
School of Arts; 2016, p. 12)

6.2

The generic and the creative act

The drawing method that is being examined possess a strong generic component. It consists of a set
of convertible drawing acts. These acts arise from the formal qualities and functions of the drawing
and painting tools. Pencil tracings alongside the glass and marble objects, colour pencil hatchings
and overpainting with lacquer. By alternately using the different tools the drawings reach a point
where spatiality, materiality or even choreographic lines can be imagined (figure 26).
The drawing acts are used in a generic process where things are convertible, and where somehow
other people could execute these acts. Every act is equally important and will be repeated in slightly
different ways. The drawing act itself constantly develops as a creative response to the former act. It
is in the overlap of the generative drawing method and the creative response, that the imagination is
triggered, and a delicate world sees the light. The drawing method functions like a chain reaction of
creative decisions. It is a construction that arise from the making itself. In the final results these
drawings show traces of the momentum; not as deliberate gestures, but as residues of the need to
respond to former acts.

Figure 26 Five Make One, lacquer and pencil on paper, 73cm x 94,5cm, 2016.
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6.3

The tracing line as a boundary for a field of imagination

The drawing has accentuated boundaries. I look for clear boundaries in the drawings by accentuating
the tracing lines. By means of the two-dimensional traces of the marble or glass sheets I wish to start
a process of imagination of the three-dimensional in the drawing. A tight tracing is the starting point
from where the imagination of the three dimensional can take place. It is as if the defined form
wants to come lose from the paper. The tracings define a precise field. They define, like a clear
border, where I can investigate poetic and aesthetic notions of imagined space and matter.
The notion of the boundary present in the drawings, arise out of the tight and detailed line tracings
in conjunction with the hatching and the lacquer. When lacquer is applied the drawing will shrink
slightly. Through this shrinking of the surface the drawing changes from being pure two-dimensional
and becomes a three-dimensional object. Even to the point that I sometimes cut our drawings, thus
activating their shape and materiality in order to let the drawings enter into a dialogue with the
physical space. The imagined space within the drawing and the actual physicality of the drawing as
an object in space find each other in the clear tracing of the shapes, but also in the precise
application of the drawing and painting method (figure 27).

Figure 27 Overlap, lacquer and pencil on paper, 54cm x 99cm, 2013.

1527

6.4

A sense a materiality

In the drawings a sense of materiality is created through the immediacy of the drawing acts: the
hardness and tightness of the tracings, the surface texture of the hatchings, the silky quality that
arises from the slightly transparent lacquer and the shrinking of the paper. The specific pixeling of
the lines in the drawings, that arise from the closeness of the lacquer to the line, makes the line
vibrate and feel as a cut through matter, through a volume or a space. All these aspects are added to
create and represent a material thing. The feeling of materiality can be so strong that it feels as if the
shape wants to be cut out of the paper to exist in physical space, like an object. Now and then this
actually happens, but most of the drawings remain in the limited space of the drawing paper that I
decided for. (figure 28)

Figure 28 It’s Taking Form, lacquer and pencil on paper, 53cm x 83cm, 2017.

6.5

Imagination through abstraction

The drawings arise from a sequence of different acts where then imagination plays an important
role. The imagination of spatiality, corporality, sculpture and architecture. The drawings are always
abstract in themselves, and this abstraction level provides room for imagination. Through the
abstraction one can imagine scale in the drawings, as well as volume, spatiality and materiality.
The drawings will always be slightly different, and variations will arise from the fact that the acts are
reversable. In each drawing the drawing and the painting act have a slightly different outcome
because of the inherent coincidence of each act. Each drawing demands different creative decisions
to be made.
The imagination through abstraction that is present in the drawing process is part of an aesthetic
desire on the one hand, but on the other hand the imagination is triggered by the static and robust
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form qualities of the mirrors and furniture parts. These abstracted forms somehow contain aspects
of a collective memory of a typology of form (on a small or bigger scale).
Imagination is a necessity in the drawing method. During the process the imagination can follow a
track about imagination of space or a track of imagined architecture. The track will be defined during
the process of creative decisions, and not so much on basis of formal compositional solutions.

7

Conclusion

Through a profound reflection on the different aspects that constitute the drawing method, I can
now clearly say that the creation of new spatial entities (on the a imagined level, and on a three
dimensional level) is first of all triggered by the abstraction that is present in the pencil tracings. In
this abstraction there is always a level of recognition; the forms remind us of something. This fuels
the imagination and associations with other types of objects, and allows me to imagine rooms,
spaces, body parts, architectural forms. Next to that the scale 1/1 aspect of the drawing method
avoids all representational reading. This 1/1 scale is like a skeleton that refers to human scale and
where by means of the different creative acts and moments of speculations new meaning is added.
My interest in sculpture and my experience with making sculptures and installations based on
second hand objects is the source from where the new meaning in the drawings originates.
As a result of the level of abstraction and of the scale 1/1 of the drawings, particular designerly
elements surface in the drawings as well as in the three-dimensional work.
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